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A lack of scriptural knowledge would have been seen at the most as a moral danger, at the least as a shocking example of ignorance and a serious fault in education and upbringing-only all the more so in the daughters of a clergyman. Indeed, as Juliet Barker notes, 'in all his teaching and writing Patrick [Brontë] had emphasised the importance of reading the Bible and his children knew their Bibles inside out'.3 Moreover, the Evangelical emphasis on the Bible as the inspired and infallible Word of God meant that regular medita tion on the Scriptures was perceived as a spiritual necessity of paramount importance. It is likely that both the social and spiritual concerns played a role in the Brontes' formal education, since they attended schools which provided religious instruction, required regular church attendance and, in conjunction with local clergy, prepared pupils for confirmation. Even simply a regular attendance at church would have meant repeated exposure to biblical texts, since the set lessons for each service ensured that most of the Old Testament was read through once, and the New Testament twice, over the course of the year, with the psalms read through once every month.6 Though none of the Brontës stated exactly how frequently she attended church, their social posi tion would have obliged them to do so regularly.7 It seems likely that, whatever may have been her personal convictions, Emily Brontë could not, as the daughter of the officiating clergyman, have easily avoided attending church, since a failure in this respect would have been rather a conspicuous challenge to Mr Brontë's authority, pressured as he was, according to Juliet Barker, to maintain this authority in the face of the powerful presence of local dissenting congregations. 8 If Emily Brontë indeed experienced, then, the same expectations and opportunities as her sisters to familiarise herself with the Scriptures, why the small number of biblical allusions? The answer may be found in the fact that there are even fewer allusions to other literary sources: only two allusions to Shakespeare and one to Bunyan, again in striking contrast to her sisters', and indeed most other authors' novels. What is apparent here, then, is not a lesser knowledge of, or interest in, the Bible on Emily Brontë's part, but a lesser use of allusion in general. In the case of a novel as original as Wuthering Heights, this reluctance to draw in a direct way from other established texts should come as no surprise.
All this points to an important difference between Emily Brontë and her sisters in the use of the Bible and its discourse. The more concrete, particular nature of Charlotte and Anne Brontë's densely allusive approach opens more plainly to the reader the underlying Christian moral and ideological frame work of their novels. In contrast, Emily Brontë's tendency to avoid the use of allusion creates a sense of vagueness-a kind of moral silence--in her use of theological discourse, with which her critics have often struggled, seeing in it everything from atheism to pantheism. Actually the difference lies not so much in some doctrinal aberration on Emily Brontë's part as in her concentration on the non-conceptual, or what Rudolf Otto has called the 'non-rational', aspects of religion. That is, the novel emphasises the primal nature of religious experience over and above its doctrinal formulations.10 Indeed, Brontë's well known poem 'No coward so soul is mine' (1846) celebrates the immediacy of the believer's experience of God even as it denigrates the 'thousand creeds' which are the established expressions of such faith. This and other poems by Emily Brontë are crucial to an understanding of the religious discourse in Wuthering Heights. Critics have not hitherto observed that many of the poems, though they perhaps do not actually quote from specific scriptural texts, nevertheless make extensive use of biblical tropes and topoi presenting the Holy Spirit as mighty rushing wind, as animating breath of God and as indwelling Spirit of God.11 This focus on the Holy Spirit is closely linked to the kind of valuation, articulated in the poem mentioned above, of experience over doctrine. For it is the Spirit, more than any other person of the Trinity, who is involved in the experience of God in the life of the believer. It is the Spirit who convicts, converts, sanctifies, teaches, directs, comforts, inspires and empowers the believer. It is even by the power of the Spirit that the very Word of God is made incarnate. For Emily Brontë, who tended to eschew the more anthropomorphic analogies for the Deity in favour of those associated with the natural world, the tropes of wind and breath were much more appealing than the images of Father or Son. In this sense she is less interested in the heart of the gospel, forgiveness of sins, than in its fruit, access into the divine presence. It is in this context that the topos of the indwelling of the Holy Spirit in the believer becomes a means of articulating her own understanding of the 'God within my breast' and the 'Life that in me has rest'. And these same tropes and topoi, stripped of the linguistic struc tures that make their theological underpinnings so readily identifiable in the poems, play a central role in Wuthering Heights. This study will begin, then, with an examination of Emily Brontë's poetry, and move from there to a brief consideration of the novel.
In the Bible, the three English words-'wind', 'breath' and 'spirit'-used to translate the original Hebrew word ruach, and the Greek word pneuma, all refer to the person of the Holy Spirit. In this context it becomes significant that a full third of Emily Brontë's poems contain direct references to the wind and breath. In much the same way that the biblical images of the wind and breath emphasise the power, energy, and life-giving aspect of the Spirit of God, in Emily Brontë's poetry, wind and breath represent powerful and animating forces. For example, a poem such as 'High waving heather, 'neath stormy blasts bending' (1836) depicts 'the life-giving wind' as animating the landscape, the natural world of creation, giving vivid illustration to the Nicene A remarkable scene of intense flux, of constant change, is pictured in this poem, not with a sense of gradual, progressive evolution but of highly-charged, serial transmutations-a world perpetually:
Shining and lowering and swelling and dying, Changing for ever from midnight to noon; Roaring like thunder, like soft music sighing, Shadows on shadows advancing and flying,...
Coming as swiftly and fading as soon. (13-18) The most important part of this scene describes what seems to be a combination of apocalypse and apotheosis: 'Earth rising to heaven and heaven descending, / Man's spirit away from its drear dongeon [sic] sending, / Bursting the fetters and breaking the bars' (4) (5) (6) . This suggests that the same 'life-giving wind' which drives forth the 'rivers their banks in the jubilee rending' also makes possible the similarly transgressive release of the 'spirit' from the 'drear dongeon' of the body, from the 'fetters' of the flesh and the 'bars' of the physical senses. Similarly, in 'I'm happiest when most away' (1838), it is only 'on a windy night' that the poet15 finds (s)he 'can bear my soul from its home of clay' and become 'only spirit wandering wide / Through infinite immensity' (7) (8) . And in 'Aye, there it is! It wakes to-night' (1841), the presence or power of the 'glorious wind' precedes or makes possible the escape of the poet's 'prisoned soul' from the constraints of its fleshly 'dungeon'.17 This connection between the power or energy of the wind and the kind of transcendental or numinous religious experience hinted at above and in other poems, such as 'The night is darkening round me' (1837) and 'I'll come when thou art saddest' (1837), reaches its culmination in the poem 'The Prisoner' (1845).18 Here the imprisoned soul is literally a 'captive' locked in 'the dungeon crypts', watching nightly for 'a messenger of Hope' who 'comes with western winds, with evening's wander ing airs', bringing 'visions' which are 'divine', and offering 'eternal liberty'. A 'vision' or foretaste of this liberty is granted to the prisoner ('Then dawns the Invisible, the Unseen its truth reveals / My outward sense is gone, my inward essence feels' (81-2)), but its reality or realisation cannot be bestowed in this life, echoing the Pauline notion of the 'holy Spirit of promise' as the 'earnest of our inheritance until the redemption of the purchased possession' .19 In all these poems, then, the wind is the sign of the Spirit which gives life to all creation, and which makes possible the kind of liberat ing, epiphanic apprehension of the divine nature that is the primal religious experience for the poet.
In addition to the poems that utilise biblical tropes presenting the Spirit as wind and breath, Emily Brontë also makes use, in a series of poems she selected for publication in 1846, of several New Testament topoi relating to the various roles of the Holy Spirit in the life of the believer. For example, in the gospel of John, especially in the passages that form the gospel reading for Whitsunday (also known as Pentecost, the day of the descent of the Holy Spirit) in the Book of Common Prayer, the Spirit is often referred to as the 'Comforter' (Jn 14:16).20 Utilising this topos, Brontë's poem 'My Comforter' (1844) des cribes a 'thoughtful Comforter' who is 'like a soft air' or a 'thaw-wind', bringing 'calm' to the poet.21 Likewise, the later poem 'Anticipation' (1845) describes a 'Glad comforter', a 'thoughtful Spirit' who teaches the poet how to hope and look forward.22 The Greek word Paraclete, translated as 'Comforter' in John's gospel, is also translated as 'Advocate' in 1 John 2:1. It is this term that the poem 'Plead for me' (1844) appropriates, describing a 'radiant angel', a 'God of Visions' whom the poet has chosen over the worldly idols of 'Wealth and Power', and whom (s)he addresses as 'my advocate'. Even the aforementioned concept of the Spirit as life-giver plays a role in the poem 'To Imagination' (1844), where a 'benignant power, / Sure solacer' and 'true friend' is described as having the power to create and renew: We have seen how, in Emily Bronte's poetry, biblical tropes and topoi relating to the Spirit inform the poet's depiction of the believer's experience of and relationship to the divine nature. In Wuthering Heights, the same concerns are present but without the linguistic constructions which make the theological framework so apparent in the poetry. Nevertheless, having considered the way in which these issues are approached in the poetry, it is possible to see more clearly their role in the novel's depiction of the relationship between Cathy and HeathclifF, in its treatment of the idea of transgression, and in the closing of the narrative.
On being pressed by Nelly to justify her engagement to Edgar Linton, Cathy ' (195-8) and so on. Even after Cathy's death, indeed for the remainder of his life, Heathcliff's torment continues, as he goes on seeking something which he cannot quite find, demanding something which she cannot quite give: Cathy's ghosts, and the 'quiet' image of the peaceful landscape. Which of the two, if either, represents the true conclusion of the story ultimately remains unclear. All that is left, the only sound which remains, is that of 'the soft wind breathing through the grass'. Admittedly it is a much gentler scene than that which opened the book:
Wuthering Heights is the name of Mr Heathcliff's dwelling, 'Wuthering' being a significant provincial adjective, descriptive of the atmospheric tumult to which its station is exposed in stormy weather. Pure, bracing ventilation they must have up there, at all times, indeed: one may guess the power of the north wind, blowing over the edge, by the excessive slant of a few, stunted firs at the end of the house;
and by a range of gaunt thorns all stretching their limbs one way, as if craving alms of the sun. (4) (5) Although to some critics the 'atmospheric tumult' of the Heights is simply indicative of the 'stormy' violence of its inmates, it should be noted that it is not just 'in stormy weather' but 'at all times' that the 'power of the ... wind'
shows its force, literally shaping the direction of life in the surrounding world.
It is this 'wind' that, however much softened, remains present at the novel's close, 'breathing through the grass'. 'All flesh is grass,' says a voice to Isaiah, 'the spirit of the Lord bloweth upon it; surely the people is grass' (Isa 40:6-7).
The biblical tropes of Holy Spirit as 'wind' and 'breath' are thus called upon to depict an eternal force which moves through all creation, which 'Changes, sustains, dissolves, creates and rears.' This is the final image of Wuthering Heights, not an image of resolution or peace, nor of violence or despair, but of a universe whose only element of constancy is its everchangingness.
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